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An abundance of brightly-painted shoes criss-cross the sky above a city street (image 1). The pedestrian 
canopy casts a festive atmosphere while at the same time drawing one’s attention to the prevalence of 
local drug dealing. This installation piece by Julie Stevens riffs on the urban trope of shoes hanging 
from a telephone wire, signifying a drug trafficking site. However, while evoking illicit activity, the shoes 
also resemble the festive Mexican papel picado banners. Through ad nauseum repetition the work 
resignifies a formerly ominous trope as innocuous and even joyous. Steven’s piece, “Carnival,” was one 
of fifteen public art installations  in Footscray, Australia that addressed issues like race-based conflicts, 
immigration, and drug dealing. The city had commissioned New York artist Kendall Henry to coordinate 
the installations which resulted in unprecedented public conversations and policy change.1
According to the Guangzhou International Award for Urban Innovation, art serves as a powerful social 
instrument. The most recent recipient of this award was La Paz, Bolivia where, faced with horrendous 
traffic violations and endangered pedestrians, the city’s mayor employed cebras, or zebras, at-risk young 
people acting as civilian police dressed in zebra jumpsuits who, if a car stopped too far into a crosswalk, 
1 Kendal Henry. ZERO1 American Arts Incubator. Retrieved 5 March 2017, from http://americanartsincubator.org/artists/
kendal-henry
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Image 1 Julie Stevens, 2012 ‘Carnival’ [photo: Andrew Lecky]
lay across its hood (image 2)2. So, while art, or in this case city-sanctioned performance art, is of course 
not a solution for every ill, it can certainly inspire paradigm shifts and illuminate new perspectives.3
Theaster Gates has redefined neighborhood revitalization through real estate-scale installations that 
converted abandoned properties into community spaces like a library and a community space.4 Gates, 
an artist and urban planner based in the South Side of Chicago, described the work of the artist as a 
symbolic and performative gesture,
Let’s imagine that the South Side of Chicago could be different. A preacher might imagine 
the South Side being different by saying ‘I could grow my church and we could maybe 
get some housing for our parishioners and then make things better.’ That’s good and 
practical. Or there’s the mayor, who says, ‘These are the tools that I have as mayor.’ Or the 
2 Henderson, I. (2017). Big in Bolivia: Zebras in the Streets. The Atlantic. Retrieved 14 February 2017, from https://www.
theatlantic.com/magazine/archive/2017/03/zebras-in-the-streets/513836/
3 McMahon, P. (2003). The Politics of Paradigm Shift. AQ: Australian Quarterly,75(1), 22-40. Retrieved from http://www.jstor.
org/stable/20638150
4 Sites. Rebuild-foundation.org. Retrieved 14 February 2017, from https://rebuild-foundation.org/sites/
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police say, ‘Well, if we had more police, we could help reduce violence.’ All good, but, 
actually, we need a greater symbolic act than any of these instrumental acts could ever 
offer. But few people are imagining the great symbolic acts.5
In each of these cases (and the list goes on) art, or a symbolic act, operates at the fulcrum of a societal 
shift in which traditional avenues have failed.  
However, while art is a powerful communicator, it is also a vulnerable practice. Artists and arts institutions 
are often funded by large organizations, foundations, and governmental bodies susceptible to the 
whims of politics, budget cuts, and administrative changes. On the Thursday before Donald Trump 
was sworn into office, he and his transition team discussed privatizing the currently publicly-funded 
National Endowment for the Arts (NEA)6. The NEA, often under threat by conservative administrations, 
funds museums, universities, individual artists, and sometimes controversial work. However, despite its 
tenuous position on the national stage, researchers are continually publishing empirical research on the 
benefits of the arts to health and general quality of life,7 and political theorists argue that art is at the 
5 Becker, C. (2015). Theaster Gates. London: Phaidon Press Ltd.
6 Marcos, C. (2017). Arts groups gear up for fight over NEA. The Hill. Retrieved 7 February 2017, from http://thehill.com/
homenews/administration/315190-arts-groups-gear-up-for-fight-over-nea
7 Tsegaye, S., Moss, I., Ingersoll, K., Ratzkin, R., Wynne, S., & Yi, B. (2016). Everything We Know About Whether and How the 
Arts Improve Lives. Createquity.com. Retrieved 7 February 2017, from http://createquity.com/2016/12/everything-we-know-
about-whether-and-how-the-arts-improve-lives/
Image 2 (http://www.boliviatv.net/2011/12/funcionarios-de-la-unidad-de.html)
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core of social change.89  This calls for research that examines the relationship between socially-engaged 
arts institutions and mainstream funders so that the role of artists in social change is both maintained 
and protected. This research would provide actionable guidelines and best practices for arts institutions 
to position themselves to amplify the voices of artists committed to community engagement. A more 
stable relationship between funders, artists, and community organizations and members will strengthen 
opportunities for equitable and constructive public discourse and debate. The following two case studies 
will examine funding relationships, art as community engagement, and artist residency program design 
and management. 
The motivation for this study, along with the philosophical one of arguing for the importance of art as 
an instrument of social change, is to provide guidelines for emerging and established arts institutions 
embedded and working in a community. These guidelines focus on the sometimes troubling and often 
essential relationships with institutional partners and funders. 
Each case study examines an artist residency program that prioritizes community engagement. A literature 
8  Forbes,Raymond L.,Jr. (2015). The sword in the stone: The arts as harbingers of social change. Journal of Arts and 
Humanities, 4(4), 63-68. Retrieved from http://libproxy.lib.unc.edu/login?url=http://search.proquest.com.libproxy.lib.unc.
edu/docview/1683388792?accountid=14244
9 Malzacher, F. (2015). Useful Art: What role can art play in politics?. Goethe Institut. Retrieved 14 February 2017, from 
https://www.goethe.de/en/kul/tut/gen/tup/20559574.html
Image 3 
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review will situate the studies in the art historical, economic development, and community engagement 
canons. These disciplines help frame both case studies. The first case study looks at the work of two artists 
participating in the McColl Center for Art + Innovation residency, in Charlotte, North Carolina, and the 
second revolves around the Hubbub artist residency, in Spartanburg, South Carolina, following one artist 
through her community engagement practice. Both consider the framing of the residencies’ structures, 
their funding sources, and their community partners. Not only do the case studies illuminate the parties 
at play separately, but more importantly, they examine what happens when they interact. 
The main areas of inquiry are located at the intersections of the artist, the community, the residency 
administration, and the residency funders. The literature review will provide background before posing 
the questions that frame the paper. In summary, the case studies conclude that:
- Residency staff facilitate relationship building between artists and their target communities; in 
turn trust builds as artists and their participants engage in a two-way exchange.
- Aside from very basic program structure, residency administrators impose little on the artists’ 
work. This trust and commensurate freedom stems from the vast number of competitive applicants.
- Funders, community partners, artists, and residency administrators must find a strategic common 
Image 4
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ground, beyond that, funders especially care and understand little about the goings on of the 
artist. Funders may be quite detached, only fulfilling their corporate giving responsibilities or 
supporting the arts in general without caring much about what the artists are doing in particular. 
- An effective artist works strategically within dominant systems, not to sabotage them but to 
urge their growth.
To render this study concrete, I will use an example of a fledgling artist residency I designed and recently 
launched. In fall of 2016 I released a call for artists to participate in an artist residency program [image 
3]. On February 1, 2017 ten artists moved their work into a shared studio space [image 4]. This program 
is called Artists in Residence - Revolution Mill or AirRev. 
Revolution Mill is a real estate development project of the Durham, North Carolina-based Self-Help 
Credit Union. Self-Help’s mission is to create and protect ownership and economic opportunity for all. 
AirRev is an extension of this mission as it provides access to space, community, and opportunities to 
artists who represent underserved populations and whose work involves community engagement. In 
order to understand the thrust of the following case studies it is important to know AirRev’s goals. These 
are as follows:
- Provide low-cost studio space and community to emerging artists in Greensboro who represent 
historically marginalized populations and/or have a socially-engaged practice
- Support non-commercial and experimental artists by facilitating collaborations, community-
outreach, and mentorship
- Engage the Revolution Mill community with the Greensboro community at large in critical 
dialogue around art and creativity
- Build a sustainable and thriving artist ecosystem in Greensboro through developing local 
collaborations, partnerships, and opportunities for emerging local artists.
Throughout each case study, sidebars will examine how I have applied lessons learned to the development 
and management of AirRev. The paper concludes with a generalizable interpretive analysis that I am 
currently applying directly to practice. 
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Many artists today practice in the hyphenated realm of artist-activist and work with communities to 
influence policy. As art practice becomes less of a pretty amenity: bucolic landscapes or demure nudes, 
and more of an agent of social change: red tulips planted along formerly redlined neighborhoods or 
sculpted torsos of women having abortions, it figures that those with money and power, and a proclivity 
toward provocation, may be more convinced of art’s social value.1 
The theoretical background of this paper is grounded in economic development, community development, 
and art as social practice theory, though tensions arise when attempting to put all three disciplines 
together in practice. Because no academic literature exists on artist residencies as modes of economic 
and community development or as social activism,2 and very little academic literature focuses on, let 
alone mentions, artist residencies at all, the study pulls from work analyzing small-scale art institutions 
and artist communities as a larger genre and how these institutions and groups contribute to economic 
and community development. The paper also draws on art theories that discuss how the practice of art is 
used as an activism and community engagement tool. 
1 Markusen, Ann. “Urban Development and the Politics of a Creative Class: Evidence from a Study of Artists. Environmental 
Planning A October 2006 vol. 38no. 10 1921-1940
2 Nicomedus Gadwa, A. personal communication, September 16, 2016.
II . LITERATURE REVIEW
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Ann Markusen’s theories ground the discussion of arts as an engine for economic development and James 
Murdoch’s theories provide a basis for applying art in community engagement. With these foundational 
theories, the paper then presents the frameworks that attempt to reconcile the tensions between them 
by looking to trends in art practice today. Guy Dubord and the Situationists International ground this 
discussion with theories of art as a social practice.
In the past decade, most large cities have recognized the value of having a well-supported local arts 
community. But often that focus is on their economic, rather than social value.3  An obvious example 
is  work by Richard Florida.4 Florida argues that if a city supports its arts establishments and artist 
communities the city will retain and attract the creative class, an amorphous group of educated and 
monied people who value technology, tolerance, and talent. In turn, the creative class will grow the city’s 
economy by elevating property values and patronizing local businesses and entertainment. These results 
are good for cities’ economies. 
However, other theorists criticize this idea for focusing on the economic effects of arts and cultural 
development while neglecting to consider its equity and inclusion repercussions (read gentrification) 
and the community development benefits of the arts. Dissenting theorists assert that artists not only 
drive economic development but also support underserved communities and increase social equity. Ann 
Markusen and Anne Nicomedus Gadwa build on but also challenge Florida’s foundation. Not only does 
Markusen argue that the support of artists positively affects city economic climates, she also argues that 
artists are agents of economic support among each other and in their often underserved communities.5 
She also argues that in cities struggling to grow, creating space for artists to live and work is a low-cost 
approach to strengthen economic and residential markets.6 Thus, rather than just attracting economic 
growth from elsewhere as Florida argues, artists also support growth from within a city, according to 
Markusen. Elizabeth Currid argues from the position of policy-makers, corporations, and nonprofits 
that the arts can be leveraged “(1) as an amenity or consumption product, (2) as a redevelopment and 
development tool, (3) as a way to “brand” place, and (4) as a generator of jobs and revenue.”7 This 
3  Lowe, N. (2017). Master’s project advising session.
4 Florida, R. L. (2004). The rise of the creative class : and how it’s transforming work, leisure, community and everyday life. 
New York, NY: Basic Books.
5 Markusen, Ann. “Urban development and the politics of a creative class: evidence from a study of artists.” Environment and 
planning A 38.10 (2006): 1921-1940.
6 Markusen, A (2007). “A consumption base theory of development: An application to the rural cultural economy.” Agricultural 
and Resource Economics Review 36.1: 9.
7 Currid, E. (2009). Bohemia as Subculture; “Bohemia” as Industry Art, Culture, and Economic Development. Journal of 
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argument supports Markusen’s claim for the positive externalities and placemaking attributes of arts 
development. 
However, note that the concept of branding place should be handled delicately. Supporting the arts 
for the sake of branding place and marketing a city can tokenize a movement for the sake of economic 
gains. Often, branding place means gentrification and instead of placemaking, place-taking. Debra 
Webb therefore cautions that these so-called merits flirt with the “speculation culture,” a model in 
which placemakers superficially impose an inauthentic identity on a place while also ignoring their 
role as “place-takers”—who was here before and who are we excluding?—and failing to create places of 
“connection, social equity, and economic opportunity.”8 The community development component of arts 
spaces is a characteristic that the Florida-Markusen argument neglects. While Florida and Markusen 
cover the bases of economic development, they fail to look closer at what artists are actually doing. And 
Webb gets at this by pointing to the superficiality of placemaking policy that treat the arts as one thing 
rather than a very broad tool.
Artists do not come wholesale. Artists are individuals with agendas and values and goals and are 
rooted by geography. And so, while theorists like Markusen, Gadwa, Currid, and Florida laude support 
for the arts as an engine for economic development—whether the growth comes from within the artist 
communities or as a positive externality of support for the arts—they miss the important component of 
artistic motivation and content. As it turns out, for the tokenizing reasons described above, artists may 
be politically opposed to the dominant economic structures that want to capitalize on them. And the 
dominant economic structures, policy makers, city officials, local corporations etc, may disagree with the 
anti-establishment work of the artists who they may in theory want to support and attract to their city, if 
only for the positive externalities they afford. 
Theorists sometimes describe the tension as though it is either/or: either institutional economic support 
or social activism. James Murdoch et al. assert that arts development is either the creative city approach 
which “focuses on the economic role of the arts, primarily as consumer amenities” or the community 
development stance which “takes a more ground-up approach and positions the arts as an important 
factor in creating social benefits and equitable development.”9 While the thinly veiled intent of the former 
Planning Literature vol. 23 n. 4 368-382
8 Webb, D. “Placemaking and social equity: Expanding the framework of creative placemaking.” Artivate: A Journal of 
Entrepreneurship in the Arts3.1 (2014): 35-48.
9 Murdoch, J., Grodach, C. and Foster, N. (2015). The Importance of Neighborhood Context in Arts-led Development: 
Community Anchor or Creative Class Magnet? Journal of Planning Education and Research. Published online before print 
August 18, doi: 10.1177/0739456X15599040.
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is to attract white wealth to the region in question and increase “competitiveness,” the intent of the latter 
is to enfranchise those in “disinvested neighborhoods” and “build capacity for collective action.”10 Arts 
development is either cultivated for the pleasure of the dominant class or by and for a subversive fringe. 
The economic development narrative for the arts does not acknowledge that so often the agenda of the 
artist contradicts the agenda of the developer. The argument for the arts to remain outside the commercial 
art market is furthered by Kerri Elizabeth Arthurs who states that arts organizations run by and for 
artists provide spaces characterized by “an incredible amount of freedom and fluidity.”11 When located 
outside of economic structures, the arts can be used as a political force that shapes these structures, not 
vice versa. However, this freedom of thought is also isolated from power when located outside of the 
dominant economic system. If artists as agents of social change are isolated from capital in a capitalist 
system do they have any power to effect change? If artists are beneficiaries of institutional support, do 
they surrender their creative political license? Other theorists explore a less dichotomous model of art 
and capital by also taking into consideration the artist and her agenda.
Until now, we have been looking at the arts through the lens of the developer: the economic developer, 
the community developer, the policy-maker, the planner. From that perspective we are blind to the 
content of the artwork and the identity of the artist. Is the artwork incendiary or is it insipid? Does the 
artist collaborate with her community or does she impose upon it? How do the structures that support 
the artist influence her work and in turn shape her artistic agenda? In an attempt to resolve the tensions 
between arts as economic development and arts as community development, let us look to what theorists 
say about the role of artists and artwork in communities.
Theorists like Guy Dubord and the Situationists International proverbially broke down the gallery walls 
and brought art and artistic thought to the public by practicing in public spaces and critically engaging 
with social issues.12 This artistic tradition, born in Paris, France, has gained international traction and 
become an art practice game-changer establishing canonizing art as a social practice. Just as art as social 
practice blurs the line between art and social activism,13 it also tampers with boundaries between artistic 
genres seeping across disciplinary silos.14 At the root of this family of practices that go by different names 
10 ibid.
11 Arthurs, KE (2012). Creative cities, creative spaces, and urban policy: the impacts of regulations on artist-run centres and 
independent arts spaces in Vancouver, British Columbia. Diss. University of British Columbia.
12 McDonough, T. (2002). Guy Debord and the situationist international : texts and documents. Cambridge, Mass.: MIT Press.
13 ibid.
14 With this being the case, the foundational theories behind art as social practice are present in genres that go by different 
names. Common appellation beyond “art as social practice” include “public art”, “social engagement”, “socially-critical art,” 
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is the intent to, through a social critique, engage directly with a popular audience.15 The artist facilitates 
between community members and policy-makers. This is yet another characterization of the artist. Here 
she is not just an amenity to dangle in front of the highly educated and mobile creative class-- the 
tame filigree that differentiates one city from the next. She is not just an anti-establishment hooligan 
isolated from capital and thus influence. She is in the privileged position as a bridge between the monied 
powerful and the disenfranchised. Through creative approaches she can amplify the voices of the latter 
until they speak the language of the former.
To borrow a term from Markusen, the balance between art as activism, economic development, and 
community development is a “slippery” one (figure 1). As paraphrased by Elizabeth Currid, cultural 
theorists Pierre Bourdieu draws out this conundrum. “Because art and culture are both businesses and, 
in that sense, tangible and quantifiable but also a zeitgeist of society and, in that sense, ephemeral and 
intangible, ‘developing’ them becomes multilayered and their definition debatable.”16 Talking about the 
development of the art and culture economies is different than talking about say, the steel economy or 
the textile economy. The “multilayered” tension between the quantifiable and the ephemeral/intangible, 
illustrated by Currid’s nested parentheticals, describes one model, albeit a slippery one like tectonic 
plates, of balancing the concepts of art with economic and community development. Here, Currid and 
Bourdieu recognize the tension between the strictures of economic support for the arts and the need for 
the  arts to remain outside of these constraints be they to grants, funders, patrons, or city government.
Markusen observes that not only are these relationships multilayered, which suggests a tenuous stasis, 
but they are dynamic and tense. Artists, “who are frequently opposed to the elite’s values - aesthetic or 
political” are in fact “often supported by elites” and these very artists who receive either “direct patronage 
or foundation-channeled grants [...] often see themselves explicitly as a public conscience and as 
responsible for using their talent in ways that critique power and inequality and advance community”17 
“critical engagement”, and others.
15 Cartiere, C. (2016). The everyday practice of public art : art, space and social inclusion. Abingdon, Oxon ; New York: 
Routledge.
16 Elizabeth Currid. Bohemia as Subculture; “Bohemia” as Industry Art, Culture, and Economic Development. Journal of 
Planning Literature May 2009 vol. 23 no. 4 368-382
17 Markusen, A. (2006) “Urban Development and the Politics of a Creative Class: Evidence from a Study of Artists. Environmental 
Planning A vol. 38no. 10 1921-1940
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Figure 1. Dialectic of the Artist in the City
Artist as activist
Facilitator between policy makers 
and community members
Economic development
Perception of the arts: Top-down 
“creative city” approach
BUT what about the social 
importance of the arts/artist?
BUT what power does the artists have if 
she is isolated from the economic system?
Community development
The arts provide social benefit and 
equitable development
It’s like Robin Hood.18 Furthermore, artists, rather than being subject to the whims of arts administrators 
and funders, themselves tend to support the more fringe, grass-roots, local arts organizations which 
generate work by edgier artists and also by artists who represent marginalized populations. Again, 
Robin Hood. So here, the relationship between the three values of art as a public conscience, economic 
development, and community development is less a slippery one, and more a game of spin. How does 
everyone, the artist, the community, the city planners and policy-makers, get what they need out of the 
arts?
With our foundations in the arts as economic and community development and an understanding of art 
as a catalyst for social change, we have explored some ways that various theorists have made sense of 
18 Taking from the rich, giving to the poor.
16
MASTER’S THESIS | RACHEL S. WEXLER
the relationship between these three often conflicting goals. The following pages will attempt to better 
understand how best to approach the triangular conundrum by projecting these frameworks onto case 
studies of artist residency programs that encourage community engagement. 
These case studies will explore questions like: How do the artists in residence engage with their 
community? How do the artists balance their own values, those of the community in which they work, 
and the agenda of the residency administration? How does the administration financially support the 
residents without imposing the values of the funder? And how does the administration communicate the 
value of social critique to funders looking for arts as economic development? Throughout this analysis, 
we will explore how the answers to these questions help refine an implementation plan for the artist in 
residency program at Revolution Mill.
17
III . RESEARCH DESIGN
The term “artist residency” loosely means a program that provides an artist or a group of artists with 1) 
space to work and sometimes to live, 2) a finite period of time, and 3) sometimes community.1 However 
few, these programs are incredibly diverse and their identifying characteristics may not be quantifiable. I 
chose the case study method because this genre of qualitative research is used to explore the structures of 
organizations and social groups. The case study illuminates the often telling “individual peculiarities” of 
a situation while a quantitative might overlook the importance of outliers.2 As such, qualitative research, 
intended to be conducted with small numbers of participants, better suits my needs not only because 
of sample size but also because I wished to purposively rather than randomly engage with artists and 
administrators “nested in their context and studied in-depth”.3
1  Grant, D. (2009). Residency Programs For Emerging Artists. American Artist,73(794), 74-75.
2 Dean, J.P., Eichhorn, R.L., & Dean, L.R. (1967). “Limitations and advantages of unstructured methods,” In J. Doby (ed.), 
Introduction to Social Research, 2nd edition, Meredith Publishing Company, pp. 19-24.
3  Miles, M. & Huberman, A.M. (1994). Qualitative Data Analysis. Thousand Oaks, California: Sage Publications.
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Prior to conducting research for the case studies, I conducted convenience interviews and an informal 
market analysis in Greensboro, North Carolina as well as email correspondences with theorists like 
Ann Markusen and Anne Gadwa. This research helped me develop the interior build-out of the shared 
AirRev studio and served as an informal market analysis that helped me determine the need for an artist 
residency (rather than say a co-working space or business incubator) at Revolution Mill.
My site selection and sampling constraints included time, budget, geography, and suitable programs. 
Self-Help encouraged me to select sites within a one-day travel radius. I narrowed my sites to the McColl 
Center and Hubbub: one internationally established, with a full cadre of artists and fully staffed, the 
other locally influential, small, and experimental. I then sought participants. I wanted to speak with the 
administrators of these residencies in order to gain insight into their roles and the role of the residency 
in the community. At Hubbub I interviewed managing director, Eric Kocher, and assistant director, Tim 
Giles. At the McColl Center I interviewed manager of residencies and exhibitions, Claudia Gonzalez 
Griffin, and coordinator of community engagement, Audrey Singer. Second, I wanted to speak with artists 
and hear their perspectives on the residency. From Hubbub I interviewed the current artist in residence, 
Lydia See; from the McColl Center, artists in residence Aubrey Longely-Cook and Marion Wilson. Lastly, 
in order to add depth to these experiences, I wanted to hear, if possible, from community members or 
other key stakeholders in the community-engagement residency program. With limited time and access 
I conducted this portion mainly in Spartanburg with the county librarian, Todd Stephens, and the founder 
of Hubbub, Betsy Teter. Because my study is based on economic and community development theory 
and well as theories of art practice, I developed interview protocols based on grounded theory. Each 
protocol, while slightly tailored depending on the residency and whether I was interviewing an artist or 
an administrator, was relatively the same in order to gather and cross-reference data between sites and 
address questions brought up by the literature and its gaps. 
Self-Help provided for my travel expenses so that I could visit my sites and participants in person. This 
allowed me to casually observe how they used their studio and office spaces as well as see how their site 
was integrated physically in the city and community, and use photo documentation. I voice recorded 
the interviews which were limited by time, an hour or less, and I took notes by hand for interviews that 
lasted longer and were more casual, namely the interviews with Kocher and Giles, and See. There were 
moments during my time with these participants, however, that I asked interview protocol questions; 
I used voice recording during those times. Shortly after each site visit I transcribed my interviews and 
19
typed up field notes. I contemplated coding my interviews in NVivo but was advised to do so manually.4, 
5 Computer-aided analysis would fracture my data removing information from its context while manual 
analysis would establish themes grounded specific to the participant’s role and the context in which that 
theme arose. Furthermore, because my analysis is based on grounded theory, I had some a priori codes 
I was seeking.
Once I had written up my transcripts I read through them commenting on phrases, sentences, and 
paragraphs in lieu of coding in google docs’ “suggestion” mode. The “links between locations in the 
data and sets of concepts” established by my literature review “enabled [me] to go beyond the data” in 
my analysis.6 These “suggestions” appeared in parallel alongside the transcript and became my codes. 
I then made an excel sheet which mapped the phrases that related to these codes which illuminated 
the participants’ opinions on each subject. This organization strategy illuminates the participants 
corroborating or conflicting views on a single theme or code. With this web of data, like hubs and spokes 
on a wheel, I was able to make sense of and analyze the data, illuminating larger themes and lessons 
learned.
4 Welsh, E. (2002). Dealing with Data: Using NVivo in the Qualitative Data Analysis Process. Forum Qualitative Sozialforschung 
/ Forum: Qualitative Social Research, 3(2). Retrieved from http://www.qualitative-research.net/index.php/fqs/article/
view/865/1880
5 Lowe, N. (2016). Master’s project advising session. 
6 Basit, T. N. (2003). Manual or electronic? The role of coding in qualitative data analysis. Educational Research 45(2), 143-
154.
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In this section I will discuss the McColl Center for Art + Innovation in Charlotte, North Carolina (image 
5). In order to best understand the role that the McColl Center plays in its community, I will contextualize 
the Center by providing both geographical and socio-economic data about the city. I will then set the 
scene by describing the current state of the arts in Charlotte as well as the position the McColl Center 
inhabits in the broader arts scene. Deeper exploration of the work of two artists in residence will pay 
particular attention to the artists’ community engagement. The perspectives of two administrators at 
the McColl Center will shed light on the organizational politics and funding strategies that influence 
community partnerships. Throughout the case study, sidebars will apply lessons learned through the 
McColl Center to AirRev. The case study will close with a summary of generalizable strategies applicable 
to artist residency programs that focus on community engagement.
CHARLOTTE AND THE ARTS
Charlotte is the largest city in North Carolina with over 792,000 residents in the principal city. The city 
IV. CASE STUDY | MCCOLL CENTER 
    FOR ART + INNOVATION
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is more racially diverse than the state with 35% 
of its residents identifying as African American as 
opposed to 22% of the state identifying as such. 
Furthermore, 6% of the city identify as Asian while 
only 3% of the state does. A larger percentage of the 
city’s residents have attended college than the state 
as a whole at a rate of 69% compared to 59% of the 
state. The median household income exceeds that of 
the state by roughly $7,000 annually and comes in 
at $53,600.1
While the city’s promotional materials focus primarily 
on levering its finance sector, it has numerous large 
cultural institutions like museums and performing 
arts centers including The Mint Museum, The 
Bechtler Museum, Harvey B. Gantt Center for 
African-American Arts+Culture, North Carolina 
Blumenthal Performing Arts Center, and The Light 
Factory Contemporary Museum of Photography and 
Film. However, the city and its steep prices of rent 
are not terribly hospitable to smaller scale more 
avant garde or grassroots creative ventures. 
At a recent public conversation about supporting the 
arts in Charlotte, a local artist noted that, “There isn’t 
a lot of opportunity for creatives and artists to have 
work space, gallery space, or even flexible space. 
So continue to keep creatives in mind as real estate 
continues to escalate in Charlotte.”2 With that being 
1 Social Explorer Tables: ACS 2015 (5-Year Estimates) (SE), ACS 
2015 (5-Year Estimates), Social Explorer; U.S. Census Bureau
2 Smith, A. (2015). Ahead of Demolition, Old Goodyear Store 
LOCATING REVOLUTION MILL IN 
GREENSBORO
During initial market research, many 
respondents expressed excitement over the 
prospect of an artist residency program in 
Greensboro tailored to local artists. However, 
upon hearing where the program would take 
place, Revolution Mill, about two and a half 
miles north of downtown, some skepticism 
would creep into their voices. “Oh, isn’t 
that the big mill a little way out of town?” 
was the refrain. True, the main creative 
core of Greensboro lies along Elm Street a 
couple blocks south of the city center. The 
geographical isolation of Revolution Mill is 
certainly a challenge. However, the mill itself 
houses a satellite gallery of UNC Greensboro’s 
Weatherspoon Gallery as well as upwards of 
ten professional and avocational occupied 
artist studios let alone commercial and 
business suites and apartments. So while the 
mill is not in the city’s core it is certainly on 
the map and may become a nexus of creative 
activity. Note too that many Greensboro 
families have ties to Revolution Mill in its 
past incarnation-- a history exhibit in the 
mill celebrates the families who worked, and 
lived, on the mill’s premises, so the location 
carries cultural significance in the Greensboro 
community.
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said, twenty-one smaller scale more avant garde and activist 
artist initiatives recently collectively granted a total of nearly 
$600,000 by the Knight Foundation. The grant was to fund 
arts organization that focus on community engagement and 
activating underused spaces in Charlotte.3 The city is also home 
to two artist residency programs. While they are separated by a 
couple city blocks, one is the nascent and temporary Goodyear 
Arts and the other the internationally venerated McColl Center 
for Art and Innovation.
The McColl Center, which occupies a 1926 church, is located in 
Charlotte’s Uptown district on the northern rim of the downtown 
freeway loop. While just a couple blocks from the city’s main 
entertainment and commerce, it is psychologically outside the 
core. Set back from the street, it is seemingly worlds away from 
the utilitarian freeway overpass and off-ramp that buzz a block 
away, the symmetrical facade and the vertically elongated front 
doors connote order, tradition, and hierarchy. The architecture 
and former use of the space is perhaps allegory for the space it 
occupies in the community: while access is free, from the street it 
seems to hold an elite art world and beyond that only aggressive 
proselytizing, or a monthly artwalk something like a Sunday 
morning call to prayer, succeeds at beckoning the average Joe 
in from the street. In 1995, Bank of America acquired the church, 
then in disrepair, to transform it into a community for artists.4 
Since then, the space has been “dedicated to connecting art and 
artists to the community.”5 
Used for Artist Residencies in Uptown. Charlotte Magazine. Retrieved 14 
January 2017.
3 Toppman, L. (2016). Local arts groups just got $600,000 in gifts. What does 
it buy? Charlotte Observer. Retrieved 14 January 2017.
4 About the Center | McColl Center for Art + Innovation. Mccollcenter.org. 
Retrieved 15 January 2017, from https://mccollcenter.org/about
5 McColl Center for Art + Innovation. Mccollcenter.org. Retrieved 27 January 
AIRREV DONORS
Akin to the McColl Center’s 
“Affinity Groups” we are 
working on establishing 
fundraising packages for 
AirRev donors (see Appendix 
I). Revolution Mill residential 
and commercial tenants will 
be encouraged to contribute 
to the cultural assets of the 
community by supporting 
AirRev artists. With these 
funds, AirRev will be able to 
provide living stipends and 
allowances for supplies to 
artists and could stop charging 
rent, though rent is currently 
minimal at $100 per month. 
This funding strategy would 
provide donors with some 
visibility and other benefits 
such as customized artist 
workshops as well as perks 
donated by Revolution Mill 
commercial establishments 
such as the Weatherspoon 
Gallery, Natty Green’s, Cugino 
Forno, and Urban Grinder,s 
situating donors as holders 
of cultural cachet in the 
Revolution Mill Community. 
24
MASTER’S THESIS | RACHEL S. WEXLER
Since 1995, the McColl Center has operated as an artist 
residency, gallery, and event space. At any one time there 
are between six and eight artists in residence at the McColl 
Center. The artists are provided with 3 to 16 weeks of 
free studio space, an award of up to $10,500, a materials 
stipend, housing, a transportation stipend, gallery space, 
technical and administrative services, and video and 
photo documentation. Furthermore, artists have access to 
a sculpture studio with kiln, wood shop, and various print, 
photo, and media facilities. Residencies may range from 
five to ten months and some are grant funded while others 
receive project-specific funding. Residents harked from 
throughout the United States and North America and tend 
to be established career artists with significant bodies of 
work involved in critical work.1 
The McColl Center also emphasizes community partnership 
and engagement through their “Spheres of Impact” 
that include beauty, business innovation, craft, design 
and architecture, education, environment, social justice, 
and health. The McColl Center, or the McColl Center in 
collaboration with a community partner, selects residents 
whose work focuses on one of these spheres; and each 
sphere is characterized by long-standing or rotating 
community partnerships or funders in each of the above.
A group of funders, called an “Affinity Group,” or a sole 
institutional partner, such as Carolinas Healthcare or UNC-
Charlotte, supports a “Sphere of Impact.” Currently, a large 
portion of the Social Justice funding comes from the Wesley 
1 Residency Programs. Mccollcenter.org. Retrieved 27 January 2017, 
from http://mccollcenter.org/artists-in-residence/residency-programs
DEVELOPING COMMUNITY 
TRUST
Artists that currently live in 
Greensboro are encouraged to apply 
to AirRev. Furthermore, the residency 
is a studio residency that does not 
offer housing. These attributes both 
mean that artists already live in the 
Greensboro community. While some 
applicants already have established 
art practices in Greensboro, other 
are recent graduates from one of the 
four art programs at the Greensboro 
colleges and universities. AirRev 
provides these recent graduates 
with an opportunity to become more 
embedded in the Greensboro artist 
community and the Greensboro 
community at large, providing 
services to the community in which 
they were educated and hopefully 
stemming brain-drain. Furthermore, 
unlike residencies like the McColl 
Center, while AirRev residents are 
encouraged to engage through 
their artwork with communities 
in Greensboro, this engagement 
is meant to be an initiation into 
community relationships, not a 
temporary intervention.
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Mancini and the Wells Fargo Foundations, which supports cultural organizations that facilitate community 
engagement with the arts, earmarked $60,000 to the Mancini artist-in-residence fellowship.6
The Mancini Foundation, started by Wesley Mancini a Charlotte designer and champion of LGBTQ (lesbian, 
gay, bisexual, transgender, and queer) rights, gave its last grant in 2013 of $30,000 to the McColl Center 
as seed funding for a permanent residency for artists specifically focused on “advancing LGBTQ rights and 
freedom of speech.”7, 8 Mancini’s final endowment to the McColl Center speaks to his faith in the Center 
to fulfill the above mission by selecting artists whose work extends art into the LGBTQ community under-
reached and under-served by public funding.
Along with four other artists, Marion Wilson and Aubrey Longley-Cook’s residencies ran from August 22 to 
November 22, 2016. Wilson was specifically granted entry into the McColl Center’s Environmental Artist-
in-Residency which focuses on art, science, community, and education and is funded through grants and 
donations.  Longley-Cook’s particular position is funded by the Mancini Foundation endowment.
PROGRAMMING
Longley-Cook, a Viking of a young man, sat in a nook in the back corner of his expansive studio curled over 
his desk. It took a few knocks at the open door and louder “hellos” to get his attention. After reminding 
him of who I was and why I had come to talk with him, he invited me in and found an old vinyl swivel 
chair for me. Embroidered portraits of drag queens were arranged in grids across the studio’s walls and 
2017, from http://mccollcenter.org/
6 Art As a Vehicle For Change. (2014). Mccollcenter.org. Retrieved 24 January 2017, from https://mccollcenter.org/blog/art-
as-a-vehicle-for-change?id=19
7 Spataro, J. (2013). Wesley Mancini leaves gay advocacy to next generation. Creative Loafing: Charlotte. Retrieved 16 January 
2017.
8 This aim, along with the aim of the Mancini Art Foundation overall, came in response to a Charlotte scandal in which a 
publicly-funded theater program staged Angels in America, a play about AIDS in the 1980s and one with brief nudity. The 
religious right protested citing the illegality of voluntary public nudity and the County Commissioner cut $2.5 million from 
the Arts and Science Council. The backlash from the Charlotte arts community resulted in a radical shift to privately funded 
and far more salacious and scandalous artistic expression as well as providing funding for then-controversial projects like anti-
bullying campaigns and gay-straight alliances in public schools. (Leggett, P. (2014). Baring our souls: The return of Angels in 
America. Creative Loafing: Charlotte. Retrieved 16 January 2017. and Spataro, J. (2013). Wesley Mancini leaves gay advocacy 
to next generation. Creative Loafing: Charlotte. Retrieved 16 January 2017)
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Image 6

tables (image 6). Longley-Cook works in embroidery portraying anything from film stills of drag icon 
RuPaul to portraits of dear friends. His work is often collaborative, an early 2016 project in Baltimore 
involved recruiting MICA fiber students and community members to create “Stitched Queer Baltimore” 
in which collaborators commemorated a community member through embroidered portraits. A telios 
from appropriation of a queer black celebrity to facilitating collaborators’ appreciation of those close to 
the heart marks Longley-Cook’s journey to the McColl Center where he works in the community at Time 
Out Youth.
Longley-Cook moved to Charlotte from Atlanta, Georgia in order to participate in the McColl Center 
residency and knew little of the city. However, his relationship with Time Out Youth, a Charlotte youth 
center that “offers support, advocacy, and opportunities for personal development and social interaction” 
to LGBTQ youth, developed quickly.9 He reached out to them after doing some research noticing that 
“they stand out as being very important and somewhat radical compared to the rest of the city and much 
more queer than the rest of the city.”10
At Time Out Youth, Longley-Cook has been “working in very experimental and pretty unstructured way 
into a chain link canvas.” He adds, “I’ve been looking into chain link a lot during my time here.” In 
practice, this means that he has set up multiple chain link panels in common space at the center along 
with spools of yarn. “I get there and say hi to people and start working on it and people come and join me 
or they hang out a watch or they play ukulele and sing.”  After describing his seemingly arbitrary choice 
of media, Longely-Cook expands by telling me what all this means, to him, but more importantly to the 
kids at Time Out Youth.
The medium, yarn and chain link, and end product, a collaborative and improvised tapestry, were the 
means to an end, not the end itself. His criteria for a project focused around being as accessible a project 
as possible: “Working with kids you make it as easy as possible.” He cited having materials available in a 
space the kids feel comfortable in and a space that the kids share with their friends. It turned out that the 
beauty of the project did not lie in the product but in the connections that developed out of kids coming 
together with each other and with Longley-Cook as a role model. The act of creation provides a platform 
for emotional connection: “these kids are offering their stories and opening their hearts [...]  We have 
9 Time out Youth | History/Mission/Vision. Timeoutyouth.org. Retrieved 17 January 2017.
10 Longley-Cook, A. (2016). Interview. McColl Center for Art + Innovation.
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these interesting conversations whether they’re very serious or emotional or not.” Despite the ancillary 
nature of the project itself, Longely-Cook noted that kids would get sucked into their work, identifying 
with them he described the feeling as peaceful and relaxing—providing at-risk youth with a therapeutic 
pastime, not only through emotional support but also through the act of creation.
Longely-Cook brought the Time Out Youth kids to the McColl Center to see his studio and the other 
artists’ work. “The kids were just so excited to even be in this building. [...] They were brought up around 
here, this place has been open for 10 years and they’d never had the access to this place. People from 
the arts community know to come here, Bank of America, events, weddings happen here.” He then cited 
the physicality of the space as a barrier to entry, “It is a little bit of a compound. There are gates. It was 
a church. So it does have this institution kind of feel.” So bringing the kids felt meaningful if not a bit 
Sisyphean, “any way that we can continue opening the doors to all kinds of communities is good.” Here, 
Longley-Cook presented himself as an ambassador to the space, a role which on the one hand may 
distract from the work he is doing within the community or on the other hand may expose the Time Out 
Youth participants to a previously impervious asset.
At the end of a long hall on the second floor of the McColl Center are two large black and white 
photographs. In one, a weathered white woman with concave cheeks looks slightly in front of where 
you stand, her eyes tender and soft. Despite the history her face carries, her hair is pulled back and the 
attitude  of her chin and shoulders exudes self-possession. Next to her is a full-length portrait of a black 
woman, smiling shyly holding her hands in front of her. Both portraits are on white backdrops, they were 
shot in a studio but were not staged, instead they capture a raw moment of human connection, perhaps 
with the photographer behind the camera, divorced from the backdrop of the streets where these women 
spend their days and often their nights (images 7 and 8). In addition to working with the homeless 
population, Marion Wilson, the photographer, is also an environmental artists who works in a variety of 
mediums to voice the life of the urban: both the city’s human life and its flora.
Wilson’s work at the McColl Center was part of the environmental artist residency. Along with her ongoing 
studio practice, during Wilson’s residency she worked with the beneficiaries of Urban Ministries, an 
interfaith organization committed to helping the poor and homeless.11 Through workshops, she worked 
11 Helping Homeless in Charlotte. Urban Ministry Center. Retrieved 28 January 2017, from http://www.urbanministrycenter.
org/
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with the participants to develop maps of their daily routes around the city as they seek various social 
services. “We do it very incrementally. First we learn how to draw, then we do contour drawing, then 
we look at plants and look at things microscopically. It’s this art and botany lesson and then it becomes 
about housing and community and economy.”12 The landscape the participants traverse is changing and 
developing: developers are breaking ground for condos and market rate housing, exposing the earth of 
the city. Wilson plans to work with the homeless population to plant red tulips along their routes citing 
the disruption of the soil, housing demand, and city’s legacy of redlining. This project will “create a new 
red line” both a tongue-in-cheek beautification project and a seldom noticed mark the daily journeys of 
those seeking social services.
Like Longley-Cook, Wilson noted both the inaccessibility of the McColl Center as well as the importance 
of opening its doors to artists’ community engagement participants. One of Wilson’s main goals during 
her residency was to help her participants feel welcome at the McColl Center. When she introduced 
herself to the beneficiaries of Urban Ministries, she invited them to come visit her in her studio, and 
some have. And when the art program at Urban Ministries held an exhibit, a number of artists from the 
McColl Center attended. “This idea of a constant long term exchange is important,” she said. While a 
personal long-term relationship may be difficult to sustain due to the transience of both McColl artists 
and Urban Ministries populations, an institutional partnership may be feasible. In fact, when discussing 
how she will be conducting her exit from the Urban Ministries community, Wilson essentially said that 
she will be coming back to develop her projects with the participants further and even employ some of 
them—so she’s not planning an exit at all.
Wilson declares that she is not a politician and does not want to get involved in policy. However, her work 
advocates for the voice of the marginalized to be heard and she has been effective in doing so. Wilson’s 
work has gotten the attention of government officials, “actually the mayor is coming tomorrow to see the 
project.” Wilson then speculated on the forces at play that have brought her project to officials’ attention 
naming the central location of the McColl Center, its long tenure in the city, the fact that it was started by 
Bank of America, and the diversity of people that attend McColl Center open studios. So Wilson’s agenda 
is two-fold: while she advocates for the voices of the homeless population to be heard, she also, in the 
meantime, works with them to enrich their lives by inviting them through the doors of the McColl Center, 
a formerly inaccessible institution.
12 Wilson, M. (2016). Interview. McColl Center for Art + Innovation.
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Through Wilson’s and Longley-Cook’s community engagement we see how the McColl Center provides 
opportunity and support for the resident artists to positively impact the community. While these 
relationships are sometimes facilitated by McColl Center staff, administrative staff focus more heavily 
on developing relationships with funding partners. While the artists provide social and artistic support 
to the community, financial partners provide monetary support to the organization. Further, the line 
between the two is gray and some relationships, such as the relationship with Carolinas Healthcare, 
is reciprocal: the organization provides funding in exchange for a resident artist working within their 
organization (figure 2). In the following section, details of the McColl Center administration will shed 
light on building and sustaining reciprocal relationships that provide the McColl Center with financial 
support.
STRATEGIC PARTNERSHIPS
Many income streams keep the McColl Center afloat; support has come in the form of two ArtPlace America 
grants, scores of private donors, endowments, private and corporate foundations, and other sponsors.13, 14 
In order to best interrogate these relationships, this section will focus on partnership building between 
the McColl Center and its reciprocal partners, those who provide funding in exchange for working with an 
artist in residence. Claudia Gonzalez Griffin, the McColl Center’s Manager of Residencies and Exhibitions, 
and Audrey Singer, Coordinator of Community Engagement, shed light on the administrative side of the 
McColl Center and how strategic partnerships are established and maintained.
Since its inception, the McColl Center has partnered with both UNC Charlotte, a partnership currently 
frozen due to budget cuts, and Carolinas Healthcare, a network of hospitals in North and South Carolina 
headquartered in Charlotte, through an endowment. While neither Griffin nor Singer could speak to the 
origins of these relationships, they described them as mutually beneficial.15 The McColl Center offers 
13 McColl Center Awarded ArtPlace America’s 2016 National Creative Placemaking Fund Grant. (2016). Mccollcenter.org. 
Retrieved 28 January 2017, from https://mccollcenter.org/blog/mccoll-center-awarded-artplace-americas-2016-national-
creative-placemaking-fund-grant?id=168
14 Corporate Institutional Support. Mccollcenter.org. Retrieved 28 January 2017, from https://mccollcenter.org/support/
corporate-institutional
15 Gonzalez Griffin, C. & Singer, A. (2016). Interview. McColl Center for Art + Innovation.
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B U I L D I N G 
R E C I P R O C A L 
PARTNERSHIPS
Charles Aris, a corporate 
headhunting firm, is 
the only Fortune 500 
company in Greensboro, 
North Carolina. An 
influential figure in city 
politics, Dabney Sanders, 
suggested that AirRev 
initiate a reciprocal 
partner with Charles Aris, 
citing their “innovative 
[team] training.”1 I, 
AirRev Program Manager, 
have been discussing a 
partnership proposal with 
Charles Aris’ CEO, Chad 
Oakley. I have proposed 
an initial workshop and 
artist fellowship. Artists 
will apply to participate in 
the fellowship and part of 
their responsibility would 
be to create a workshop 
for the Charles Aris team. 
(Appendix II)
1 Sanders, D. (2016). Charles Aris 
x Artist in Residency.
a residency specifically in healthcare that partners with Carolinas 
Healthcare. 
First, artists apply specifically to work in partnership with Carolinas 
Healthcare. Representatives from Carolinas Healthcare decide 
in which branch they want an artist to work, be it with nurses, 
pediatric oncology, rehabilitation, administration, etc. McColl Center 
representatives have a meeting and tour with whichever hospital 
team the artist will be working with as well as with CH foundation 
representatives. Then, a team of McColl Center and Carolinas 
Healthcare Foundation representatives narrow down the applications. 
Then the McColl Center selects an artist that fits with the caliber and 
content of artist they want practicing at the residency. Once the artist 
arrives at the McColl Center they meet with their hospital team and 
a McColl Center facilitator to begin brainstorming a project proposal.
The selected artist then works within the designated Carolinas 
Healthcare department to create anything from an interactive wall 
piece, about mythology, journeys, transformation, and magic, at a 
children’s hospital to working with oncology patients integrating the 
healing properties of art creation with medical therapies.16, 17 Despite 
partnering with such a large and bureaucratic organization, Gonzalez 
and Singer stressed the mutually-beneficial importance of flexibility 
in their relationships with both Carolinas Healthcare and with other 
partners, “it’s feedback back and forth. We guide [the artists] but 
[their work] is decided by them.” And as the organization states on its 
corporate giving portal, “All investment opportunities will be tailored 
to meet the sponsor’s unique needs and will be commensurate with 
16 Carlos Estévez. (2016). Mccollcenter.org. Retrieved 28 January 2017, from 
https://mccollcenter.org/artists-in-residence/carlos-esteve
17 Brian Knep & Natalie Andrew. (2013). Mccollcenter.org. Retrieved 28 January 
2017, from https://mccollcenter.org/artists-in-residence/brian-knep-and-natalie-
andrew
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Financial partners
Bank of America
Mancini Foundation
Donations
Reciprocal partners
Carolinas Health
Community partners 
Time Out Youth
Urban Ministries
Resident artists McColl Center administration
Social/artistic support
Monetary support
FIGURE 2. RELATIONSHIP MAP
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giving levels.”18 Ultimately, the role of the McColl Center staff is to create environments, physically, 
socially, and financially where artists can make their best work and while systems may help them 
approach these goals, treating them each individually allows for the most fulfilling relationships. In an 
attempt to express the nature of these partnerships Griffin explained, “ It’s constant communication. It’s 
like a friendship.”
When discussing their fundraising strategy, both Griffin and Singer expressed some confusion about 
their priorities: seeking funds and then finding artists to fulfill the needs of the funder, or recruiting 
artists and then finding funding appropriate to that artist’s work: “It’s both. It’s back and forth,” Griffin 
said. And then later, “It’s both. It’s everything.” However, what at first came off as confusion, seems now 
more like nimbleness. The question perhaps was wrong. The strategy is not a binary one, the strategy is 
flexibility and nimbleness to opportunities, on both the funding and the creative sides.
A significant challenge that Griffin and Singer identified was strategies for expressing the value of 
community engagement to donors. Interestingly, they identified the difficulty of expressing the value 
of community engagement rather than the difficulty expressing the value of supporting arts and 
artists. However, some of the McColl Center’s primary contributors share their goals of both community 
engagement and supporting creativity. When the McColl Center partners with these organizations, like 
the Mancini Foundation and Carolinas Healthcare, they have high-profile partnership examples to show 
more skeptical potential partners. 
LESSONS LEARNED
How do the artists in residence engage with their community? 
- Because artists are unfamiliar with the Charlotte community and its politics, artists stick to 
engaging with communities they are already familiar with either because they identify as a 
member of that community or because they’ve worked with similar communities before.
- Artists describe their work in the community as facilitation; they provide access to creative 
18 Corporate Institutional Support. Mccollcenter.org. Retrieved 28 January 2017, from https://mccollcenter.org/support/
corporate-institutional
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materials and techniques to hard to reach or underserved communities.
How do the artists balance their own values, those of the community in which they work, and the agenda 
of the residency administration? 
- Artists provide their community partners with tools that the artist already works in; within that 
framework community members learn techniques but are free to create within that structure.
- Like the artists’ relationship to community members, the residency administration plays the role 
of facilitator providing the artist with access, publicity, legitimacy, space, time, money, community, 
etc. In terms of the artists’ work, the primary influence that the residency administrators have 
is artist selection; once an artist is admitted into the program they are relatively free and 
administrative intervention only occurs if the artist requests assistance.
- Having a large application pool and clearly communicating the goals of the residency 
program, and designing a program desirable to the target artists helps to insure that artists and 
administration agendas align.
How does the administration financially support the residents without imposing the values of the funder? 
- First, the values of the funder must, if not align, at least overlap with the values of the residency 
administration.
- Funders are often also community partners with whom the artists collaborate. The funder/
community partner helps in selecting the artist and then works in close collaboration with the 
artist
- Artists’ time is split between their community engagement work and their own artistic practice. 
Therefore, they have another outlet outside of their community work to create more freely.
If a group is only a funder and not a community partner (Bank of America, Wells Fargo) they may 
only be supporting the residency as a corporate giving marketing strategy. Or, as evidenced by 
the Everette quote, may indeed welcome social critique. 
- Furthermore, having a number of smaller donors allows for donors to support the residency 
37
without supporting an individual artist and their particular work.
How does the administration communicate the value of social critique to funders looking for arts as 
economic development? 
- As stated on the Wells Fargo Foundation website, “We consider requests from organizations 
that work to enhance community diversity through: Access to and participation in cultural 
experiences for low- and moderate-income individuals[, and availability] of a broad array of 
artistic opportunities and venues that reflect the community’s diversity.”19 So here Wells Fargo 
expresses a desire to support arts initiatives that empower the disenfranchised and thus subvert 
dominant power structures. Critical practice aspires to do just that.
19 North Carolina Grant Guidelines. Wellsfargo.com. Retrieved 24 January 2017, from https://www.wellsfargo.com/about/
corporate-responsibility/north-carolina-grant-guidelines/
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This section will examine the Hubbub artist residency program in Spartanburg, South Carolina. Unlike 
Charlotte, Spartanburg is a small town and thus Hubbub has quite some local clout. I will examine the 
role that artists play in Spartanburg and then look further into the institutional history of Hubbub as 
well as its current configuration. A deeper exploration of the current artist in resident’s experience in 
Spartanburg, at Hubbub, and working in the community will shed light on her approach to community 
engagement. Further research will illuminate the institutional factors within Hubbub and the community 
that influence her work. Throughout the study, sidebars will show how lessons learned are applied to 
practice in AirRev. The case study concludes with lessons learned applied to the generalizable questions 
of the relationships between artist, administration, and funder. 
ARTS IN SPARTANBURG
Spartanburg is a town in northwest South Carolina with a city population of around 37,000. 49% of 
the population is African American and 46% is White. While the median household income in South 
Carolina cities is $45,500, that of Spartanburg is $38,800.1 The city’s central business district is small and 
1 Social Explorer Tables:  ACS 2015 (5-Year Estimates) (SE), ACS 2015 (5-Year Estimates), Social Explorer; U.S. Census Bureau
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walkable. There are small parks with benches as well as a city bike share program; buildings are small, 
two or three stories maximum, with welcoming facades and commercial activity. Spartanburg prides 
itself for being a “major center for higher education and a hotbed of creativity,” striving to leverage its 
creative communities as unique assets to attract economic activity.2 
Arts institutions in Spartanburg range from four year colleges to grassroots groups. Nearby Wofford 
College, Converse College, and Lawson Academy of the Arts have spun off other organizations: In 
the 1970s, Converse College spawned the Chapman Cultural Center, now an organization in the city 
with large reach and influence.3 The Center, among other things, is now spearheading the Arts Plan 
of the Northside Redevelopment Project to further the Center’s goal of neighborhood and community 
2 Economic Development. City of Spartanburg, South Carolina. Retrieved 6 March 2017, from http://www.cityofspartanburg.
org/economic-development
3 Cultural Organizations. City of Spartanburg, South Carolina. Retrieved 6 March 2017, from http://www.cityofspartanburg.
org/cultural-organizations
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vibrancy.4 Local artist Eli Blasko, a 2014 artist in residence of Hubbub, is working closely with Northside 
residents to design “Artlets”: gazebo-like structures that can be used by neighborhood residents for 
creative gatherings.5 The local education institutions also provide adjunct professorships to local writers 
and artists.
In 1995, a group of three writers met, in what is now the Coffee Shop, and founded Hub City Writers 
Project which has since grown and established Spartanburg as a literary city.6 In 2005, the Writers Project 
spawned HUB-BUB.COM, a more cutting edge and interdisciplinary arts organization which began 
offering creative programming multiple nights a week providing a nexus for a “community of artists, 
innovators, and the offbeat who thirsted for challenging art and creative, fun events.”7 With support from 
the City of Spartanburg and private donors, Hubbub became a brick and mortar, adapting an old Nash 
Car Dealership into a performance space and gallery on the ground floor and four apartments on the 
second floor. Still with ties to the Hub City Writers Project, this space became the home of the Hubbub 
4 The Northside Artlets Project. (2016). Spartanburg.com. Retrieved 6 March 2017, from https://www.spartanburg.com/
news/2016/08/northside-artlets-project/
5 ibid.
6 History. Hub City Writers Project. Retrieved 6 March 2017, from https://www.hubcity.org/about/history
7 History. Hubbub. Retrieved 13 February 2017, from http://hub-bub.com/about/
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artist residency program which would have one writer 
and three visual artists at a time, attracting talent from 
around the nation.8
Since its inception, the Hubbub artist residency has 
made a significant and tangible impact on the city 
of Spartanburg.9 A resident has installed a mini-
golf sculpture garden, Sparkle City Mini Putt, in the 
middle of downtown (image 9). Eric Kocher, Hubbub 
Managing Director, described how the installation 
makes art interactive and accessible to passers-by. 
Furthermore, many artists currently living and working 
in Spartanburg moved there as artists in residence at 
Hubbub and have since stayed. Currently, twelve to 
fifteen artists form the core of Spartanburg’s working 
artist community. A decent percentage of these artists 
stayed in the town after having completed a residency 
at Hubbub, and because there are such a finite number 
of them, constant work and commissions sustain 
them.10 
Within the past year, Hubbub has moved from the 
former Nash Car Dealership to a street-level office 
space in the heart of downtown. The vacated building 
is currently being converted into six one-bedroom 
apartments that will complement the four units that 
had been part of the residency program-- this new 
use is testament to the new demand for housing 
in Spartanburg, which could be attributable to the 
8 ibid.
9 Podcast: Lydia See to focus on art accessibility during Hub-Bub 
residency. (2017). City of Spartanburg, South Carolina. Retrieved 
2 January 2017, from www.cityofspartanburg.org.
10 See, L. (2016). Interview. Spartanburg, South Carolina.
STRATEGIC MARKETING
Lydia See stressed the importance of 
strategic marketing campaigns. Artists 
and community members are attracted to 
seemingly organic hype and buzz, so it is 
important for marketing ventures to take 
on almost a guerrilla-like quality in order 
to preserve  a sense of “authenticity.” 
See cited the mural on the side of the 
Hubbub offices as an example (image 
10). Locals and visitors alike read the sign 
as emblematic of the city and often post 
photos of it to social media. Another often 
shared Hubbub activity is Sparkle City 
Mini Putt. Aggressive top-down publicity 
campaigns run the risk of committing the 
project to the “mainstream” detracting 
from its initial allure. Encouraging 
projects that inspire informal “buzz” and 
social media activity creates an ethos 
of elusivity. In order to implement this 
strategy at AirRev, some of the current 
marketing and publicity responsibility for 
Revolution Mill, currently an independent 
contractor, will need to be diverted to the 
artists. Furthermore, the artists will need 
the freedom to create visible and striking 
pieces that may run the risk of eclipsing 
the Mill’s current branding strategy.
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growing art scene there.11 Now, instead of one campus where artists live and work alongside program 
administration, the program’s two administrators work at this new office in the heart of town. The 
program’s sole artist lives in an apartment a block and a half away; she sometimes works at her apartment 
and sometimes out in the community. This constellation charting across the heart of town is metaphor 
too for how Hubbub both binds, and is part of, the community. A massive mural celebrating the town’s 
identity splashes color across Hubbub’s wall. 
11 Anderson, T. (2016). New apartments coming to former Hub-Bub space in downtown Spartanburg. GoUpstate. Retrieved 28 
December 2016, from www.goupstate.com.
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PROGRAMMING
The newest generation of the Hubbub residency 
encourages its artists to engage with the local 
community during their eleven-month tenure. 
Spurred in part by a reduction in public funding, 
Eric Kocher, Hubbub’s Managing Director, Tim 
Giles, the residency’s Assistant Director, and 
Hubbub’s board of trustees have reassessed the 
program’s position in the town and are realigning 
the organization to become more “dynamic and 
responsive to the needs of the community.”12 Their 
new tagline “Reimagine Place” speaks to their 
hope to partner with local leaders and landowners 
to integrate both functional and non-fuctional art 
into the downtown.13 By championing art beyond a 
gallery’s walls, Kocher and Giles work toward their 
goal of making art accessible and engaging for 
all people.14 With this new intention: Kocher and 
Giles are also focusing their efforts on one artist 
at a time: with a community engagement-heavy 
program, more is required of the administrators 
to interface and facilitate relationships with local 
partners. 
Hubbub’s current resident artist, Lydia See, asked 
me to meet her at The Coffee Shop. The cafe is on 
the same property as the Hub City Writers Project 
bookstore, kitty-corner to Hubbub, and a five 
12 Anderson, T. (2015). Hub-Bub moving out of The 
Showroom. GoUpstate. Retrieved 28 December 2016, from 
http://www.goupstate.com/news/20150724/hub-bub-
moving-out-of-the-showroom
13 ibid.
14 ibid
ENCOURAGING COMMUNITY AT 
AIRREV
The location of Revolution Mill poses a challenge 
in generating a community atmosphere there. 
A few blocks on South Elm Street in downtown 
Greensboro are already an established, yet 
not saturated, hub of art and creativity home 
to Elsewhere Museum, The Forge, Greensboro 
Community Theater, and the co-working space 
Greensboro HQ. The Self-Help team responsible 
for the development and programming of 
Revolution Mill recognize the potential for 
competition between Revolution Mill and 
this part of downtown. However, instead of 
establishing an antagonistic relationship, the 
team aspires to working in collaboration with 
these downtown institutions and to provide a 
cultural hub needed by a somewhat forgotten 
northern Greensboro neighborhood. In order 
to foster a sense of community at a site that is 
satellite to downtown, cultural programming 
events are scheduled at the Revolution Mill 
campus, and a downtown cafe, Urban Grinders, 
is setting up a second site across the hall 
from the AirRev site. Furthermore, within the 
AirRev program itself, artists are expected to 
come together as a group for a couple hours 
every two weeks to critique each other’s work, 
give feedback and support on community 
engagement projects, and plan a collaborative 
final exhibit.
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minute walk from her apartment and studio. See is young, warm, 
and gregarious, after chatting over coffee she welcoming me to 
follow her along her daily activities. Before we left The Coffee Shop 
she introduced me to the barista, who is a fellow artist in town; 
and as she was telling me about the close knit artist community 
in Spartanburg, two other members of the community, one of 
whom she is dating, happened to drop in for coffee. 
C H A L L E N G E S 
TO COMMUNITY 
FACILITATION AT 
AIRREV
As Program Manager, I 
anticipate some difficulty in 
facilitating local relationships 
between artists and 
community organizations. 
I live in Durham, go to 
Greensboro about once a week, 
and have only been doing so 
for a year. My connections to 
the Greensboro community 
are tenuous at best. However, 
unlike the artists at Hubbub, 
artists living in Greensboro 
are encouraged to participate 
in AirRev and the artists live 
in the city, not at a live-work 
space which could potentially 
isolate them from community. 
My hope is that unlike artists 
moving to a city in order to 
participate in a community 
engagement residency, the 
AirRev artists would already 
have some community 
connections. Still, I can help 
facilitate between artists and 
community organizations.
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As See put it, artists don’t need much: space to work, cheap rent, a community of other artists, and a 
space where they can meet, namely a cafe. While seemingly trivial, she stressed this last point. Artists 
typically work in solitude and at odd hours (image 11). Therefore, having a common meeting ground 
is crucial for building community, which is critical to most artistic practices. See likens the Coffee Shop 
to the Cedar Tavern in New York City, an establishment known for being the abstract expressionists’ 
watering hole and the heart of their community. Although See had only been living in Spartanburg for a 
few weeks when I met her, she was already deeply embedded in the artist community, not only working 
on her own personal work and the community engagement work required of her by Hubbub, but also 
assisting friends on their projects, including the Northside Artlets mentioned earlier. 
See moved to Spartanburg from Asheville, North Carolina. She did not know the town, did not know the 
people, and certainly did not know the community’s needs. However, with a background in community 
engagement and with the assistance of Kocher and Giles, she quickly became deeply embedded in the 
town. Prior to See’s arrival in Spartanburg, Kocher and Giles had already set up a strategic partnership 
with the Spartanburg County Library and in her first weeks at the residency, she and Kocher had weekly 
planning meetings with library staff, and Kocher introduced her to key artists in the community. While 
Giles focuses more on extending Hubbub’s relationships into the community through larger organizations, 
such as city government, the Chapman Cultural Center, and the Public Library, Kocher’s work focuses on 
mediating between See and individual community members such as local artists and program directors 
at the Library. Before looking closer at Hubbub’s strategic partners, let us first understand how See 
engages with the community through the Spartanburg Public Library. 
Through weekly discussions with Giles and a library programming coordinator, See began experimenting 
with programming designs. Her first would be “Mark Making 101,” a series of classes for teens. These 
classes would be held weekly for three hours in a room whose windows opened onto the library’s foyer, 
a space the library had cleared out for the duration of See’s residency.15 The first session at the Library 
coincided with my visit, and See invited me to drop by as the class was ending. Six or seven teens 
attended the workshop, about half the attendees were young men of color. Many of the teens spend their 
afternoons after school at the teen center in the library and a couple participants were homeschoolers. A 
few seemed to be friends and to have come to the workshop together while a few did not seem to know 
15 This room had been converted for her purposes from a concession room with vending machines and tables the homeless 
would spend hours. This sets up a provocative parallel between the Coffee Shop, two very different spaces for communities to 
converge: one seen as positive and the other seen as hostile. In the interim between working with the library to turn it into a 
makerspace, Lydia has a temporary open studio and workshop space.
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or be friendly with any of the others.
See had created a warm environment and was convivial and casual with the teens, encouraging them 
to create freely and not judge their work. “Markmaking 101” was euphemism for experimental art and 
through this workshop See was teaching the young people about non-figurative art, an act of creation 
much more about the process than about the “quality” of a finished product. Inexpensive and accessible 
materials were strewn across the tables: white crayons, printer paper, and Crayola watercolor sets. See 
showed the participants that they could draw with crayon on the paper and that the wax would resist paint 
when they brushed watercolor over their drawings. While they began their “markmaking,” See cut her 
paper into strips and began weaving them together; some of the kids watched and started experimenting 
with changing the form of their paper with folds and cuts. As they began leaving after the hour was up, 
See started taping their work onto the window of the room which opened onto the Library’s foyer, the 
participants waved at her through the glass as they left to meet their waiting parents. 
Earlier that day, See and I wheeled over a massive loom she had made to set up in the Library classroom 
(image 12). “Craft and folk art are a great way to connect with the community and looms are things people 
recognize,” she explained, “it’s a textile town,”16. When she is not holding the bi-weekly markmaking 
classes, she will spend time in the classroom, as a sort of open studio, working on her personal practice. 
While she conducts her personal work, the loom will be available for patrons to try their hand at weaving. 
As we brought the loom into the space an elderly woman, with a bag full of books she had just checked out 
in her hand, stopped us to ask about the loom and to tell us about the history of textiles in Spartanburg.
As part of a longer-term plan for the space, See is working with library staff to design a makerspace in 
the classroom. Still in its planning stages, she and Library representatives could say little about what this 
would look like. However, Todd Stephens, the County Librarian, is passionate about making the Library 
an integral part of the community providing spaces for all kinds of learning for all of Spartanburg’s 
demographics. 
16 See, L. (2016). Interview. Spartanburg, South Carolina.
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STRATEGIC PARTNERSHIPS
Having caught wind of Hubbub’s downtown programming and community engagement, Stephens 
reached out to Kocher and Giles about a year prior to the start of See’s residency to discuss a partnership. 
Sharing an ideology with Hubbub that places art at the heart of community and that ultimate drew the 
two institutions into partnership, Stephens believes that “art allows people to express human connection” 
and that “play is critical to mental development”.17
Stephens and library trustees had recently reestablished the library’s goals and distributed their funding 
accordingly. This included an annual programming budget of $300,000.18 One of the goals was to 
dole out this pot not through prescriptive programming but by asking the community “what are their 
aspirations?” So what had been called the Reference Librarian is now called the Community Engagement 
Librarian—Stephens is working to make the library not just a space of solitary learning but also of 
17  Stephens, T (2016). Interview. Spartanburg, South Carolina.
18 The library has a lot of money because it is a county institution not a city one. There’s lots of wealth outside of Spartanburg 
while “100% of the children in a census tract ½ mile from the library live in poverty”. Because it’s county-based, it’s less 
affected by spatial inequalities
Image 13
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collective enrichment. This revision of the Library’s mission positioned 
it for innovation: Stephens has overseen a new children’s area with toys 
as well as books and an enclosed outdoor playground; he spearheaded 
the development of a teen lounge area and has engaged the youth in 
the planning process; he has installed exhibits of local artists’ work, and 
when patrons were concerned about a photograph of a marginally clad 
man in  line of sight from the children’s area, Stephens was thrilled. 
“They care! They’re actually looking at the art!” he said. To appease the 
concerned patrons, Stephens has removed the work and has replaced it 
with a QR code and message explaining the work (Image 13). Gleefully, 
he told me that due to the controversy, the artist responsible for the 
piece has gotten the attention of the press and increased traffic to her 
website. 
However, for Stephens, static exhibits, even controversial ones, were 
not enough, so Hubbub and Stephens negotiated an artist residency 
in which Hubbub’s resident artist would commit twenty hours per 
week to creating work and developing arts enrichment at the library. 
The exact programming would be up to the artist. In exchange for this 
commitment, the library would provide Hubbub with $10,000 for the 
artist’s stipend and $10,000 for the artists supplies over the eleven-
month long residency. See was then selected out of 100 applicants by 
a jury of local artists and community leaders to be the first participant 
in this new partnership.
The selection committee insured that the experience and practice of 
the chosen artist in residence would complement the goals of Stephens 
and the Library, “I think that art should be for everyone. I don’t think 
that there should be as much of a barrier between art galleries and 
museums, and that art should be accessible and inclusive to more 
people,” See said. “It can feel very intimidating to some people to 
engage in public artworks in galleries and museums.”19 Furthermore, 
19 Mulliger, A. (2016). Artist joins revamped Hub-Bub residency program. 
GoUpstate. Retrieved 28 December 2016, from http://www.goupstate.com/
CONTROVERSIAL 
ART
The Self-Help Revolution 
Mill development team has 
expressed concern about 
artists in residence whose 
work may be deemed 
controversial or offensive 
by other Revolution 
Mill tenants. The AirRev 
studio’s windows open 
onto a main hallway and 
are intentionally left 
uncovered so passers by can 
see their work. However, 
because experimental 
work and work engaging 
underserved communities 
is encouraged, some of the 
more conservative tenants 
may complain about the 
residents’ work. This can 
be addressed in a similar 
manner as the Spartanburg 
Library’s approach by 
allowing people to elect 
to view controversial work. 
This may even increase 
discussion around the 
artist and their piece.
49
Figure 3. Relationship Map
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county library
Monetary support
Arts programming
Hubbub
Access to community
Monetary support
Kocher expressed that the Library’s goals are also in harmony with Hubbub’s new goals, “The libraries 
are public spaces that have the advantage of being safe spaces for a very diverse group of people,” 
Kocher said. “A lot of Hubbub’s work moving forward is about engaging public spaces.”20 So, with this 
shared goal, held in common by Hubbub and the Spartanburg Public Library and operationalized by See 
whose past and current work involves making art accessible to broader audiences, a greater vision can 
be realized than any one of the units functioning alone; and they operate together through exchanges of 
various kinds of support: programmatic, access, and monetary (figure 3). 
entertainment/20160904/artist-joins-revamped-hub-bub-residency-program
20 ibid.
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LESSONS LEARNED
How does the artist in residence engage with their community? 
-Administrative staff quicken the process by targeting specific community representatives; 
the artist then establishes trust through months of meetings with community members and 
gatekeepers. 
-Work publicly in a visible and accessible space that is already considered a “safe space” and an 
anchor of the community.
- Work in a medium that is familiar to the community and invite them to participate.
- Use materials that are cheap and readily available to teach youth advanced concepts of creativity.
How does the artist balance their own values, those of the community in which they work, and the 
agenda of the residency administration?
- Advertising the residency through the Alliance of Artists Communities and specifying the goals 
of the program ensures that applicants know what is expected of them. A large pool of applicants, 
around 100, then allows for selectivity.21
- 20 hours a week of See’s time is spent doing community engagement projects; the rest she is 
free to work on her own projects or collaborate with other artists in Spartanburg.
- When she is doing community engagement, See gets practical direction from community 
leaders and works creatively within those parameters to creatively establish programming.
- The administration’s goal is to enable the creative freedom of the artist and maintain 
relationships with community representatives and funders. It is their goal that the artist not 
worry about the larger goals of the residency program. 
21 Hubbub. Artistcommunities.org. Retrieved 13 February 2017, from http://www.artistcommunities.org/residencies/hub-
bub
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How does the administration financially support the resident without imposing the values of the funder? 
- Stephens identified a successful partnership with Hubbub as just that, as having established 
a partnership. Beyond that, he is little concerned with what Hubbub or Hubbub’s resident does 
within the established framework of the partnership.
- However, in order to establish a partnership in the first place, core values of the funder, the 
residency, and the artist must all align; within that accord mutual respect and established 
avenues of communication allow for creative freedom.
- Furthermore, funders are often spread quite thin and are not very worried about what an artist 
creates as long as the artist affords them the general desired effect of the presence of an artist.
And how does the administration communicate the value of social critique to funders looking for arts as 
economic development? 
- See’s work is not explicitly critical; her focus is expanding art’s accessibility. However, the 
reason that funders believe in supporting the arts is that artists may be able to reach and serve 
populations that the funders, as more traditional institutions, may not be able to. 
- Furthermore, the mere presence of artists lend funders a cultural cache: members of 
Spartanburg’s artist community are often invited to fancy banquets for trustees and donors 
of Spartanburg’s arts institutions. The artists do not pay for tickets but see their free-rides as 
accessories to the event that legitimize the space as hip and avant-garde. 
So, in the eyes of some arts supporters, artists themselves are mysterious beasts that work in 
mysterious ways but if they’re in your city that’s great for economic development and if they’re 
making some sort of positive impact on the community, it doesn’t really matter what, that’s even 
better.
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The preceding case studies have illuminated questions that arise from developing a community 
engagement artist residency. However, research always unearths new areas to explore. Further research 
that would shed insight into AirRev should look more closely at residencies that intentionally draw 
residents from within a city, as opposed to residencies that attract artists from elsewhere, as well as 
residencies that intentionally recruit artists that represent marginalized populations. Additionally, 
interviews with more community members who engage with artists in residence would further illuminate 
the nuances of this relationship as well as its best practices and pitfalls. A final additional area of research 
should investigate the initial negotiations of funding relationships. 
With those limitations in mind, I have sought to answer questions that arise where the artists, the 
community, the program administration, and the funders meet. In each case I asked the same questions 
and used each case to illuminate diverse answers. The four questions that framed the studies where: How 
do the artists in residence engage with their community? How do the artists balance their own values, 
those of the community in which they work, and the agenda of the residency administration? How does 
the administration financially support the residents without imposing the values of the funder? And, how 
does the administration communicate the value of social critique to funders looking for arts as economic 
development?
VI. INTERPRETIVE ANALYSIS
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This conclusion will examine how the cases provide either corroborating or differing evidence in response 
to these questions, or if they pose new questions altogether. The analysis will provide generalizable 
program design and implementation guidelines applicable specifically to AirRev. The paper will conclude 
with a broader theoretical reanalysis of the place of artists in the city.
How do the artists in residence engage with their community? 
In both studies, artists are transplants having come to the city in order to participate in the residency. 
Across the studies, despite being unfamiliar with the local community, artists work with communities, 
with techniques, or with both that they are familiar with. They also both go out into communities’ spaces 
and also invite the community into their own. Longley-Cook had experience working with LGBTQ youth 
and worked with them again, with textiles as medium, during his tenure at the McColl Center; he both 
met the community on their own turf, at Time Out Youth, and welcomed them into his space for studio 
visits. Wilson’s experience with homeless communities, through public installations and interventions, 
set her up to work with Charlotte’s Urban Ministries; she conducted drawing workshops in the streets 
and in construction sites and not only attended her participants’ art exhibits at Urban Ministries but also 
invited them into her studio at the McColl Center. And See’s past work in making art creation accessible to 
a broader demographic positioned her to work with youth at the Spartanburg Public Library; furthermore, 
she not only taught workshops at the library but also intended to conduct some of her own creative work 
there and welcome members of the community to join her in a medium, weaving, that is part of the city’s 
collective history. In all cases, administrative staff facilitate building bridges between representatives of 
target communities and artists in order to quickly embed the artist and establish trust.
How do the artists balance their own values, those of the community 
in which they work, and the agenda of the residency administration? 
First, in both cases, residency administration was able to be highly selective in choosing participant 
artists. More specifically, in both cases artists were selected with specific community partnerships in 
mind and often community representatives were involved in the artist selection process. Second, since 
resident artists were provided with stipends, free housing, and supplies allowances, they were expected 
to dedicate much of their time to their practice; only ten to twenty hours per week were meant to be spent 
on community engagement work. This allowed artists the flexibility of either integrating their personal 
work with their public engagement work or keeping the two separate. Third, in all cases, once an artist 
had been selected and briefly worked with community members and residency administration to develop 
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a program, they were left fairly free to conduct their implementation as they saw fit. Community partners 
and residency staff had little oversight of day-to-day activities and conducted minimal evaluation upon 
project completion.
How does the administration financially support the residents 
without imposing the values of the funder? 
The goals of the artist, administration, and funder must overlap on some level and funders, especially 
if they are also community partners like the Spartanburg Library, are often involved in the selection of 
artists, so they have some idea of what they are getting into. If the funder is purely a funder and not a 
community partner, they care even less about the artist or their work. Large funding bodies like banks or 
local corporations are mainly fulfilling their corporate giving responsibilities and may not understand art 
as a socially critical actor. Even if they understand that this is a component of an artist’s work, they either 
do not feel threatened by it or desire the cultural cache of having their name attached to cutting-edge art 
programming, no matter the content. Essentially, funders do not really care exactly what an artist does as 
long as they are doing something. 
How does the administration communicate the value of social 
critique to funders looking for arts as economic development?
First of all, administrators at both residencies cited this question as one of their hardest obstacles. 
However, they would not exist if they had not either succeeded or found an alternative route. Had I been 
able to interview more funding partners, I could perhaps provide more satisfying answers, however, the 
cases did provide some take-aways. The socially critical component of an artist’s work is often not explicit 
but instead is nuanced and nested within their work. In these cases we have seen how artists work within 
systems to help them grow, not to break them. Stephens proved to be an ally within a public institution 
who welcomed See’s nudging and even celebrated the growing pains (the controversy over the nude 
photograph). The source of Wilson’s funding, and the funding of some other McColl Center artists, 
had multiple sources and thus was diffuse. Such a diffusion perhaps separated a donor from the direct 
artistic work coming out of their support. In these cases, funders may see themselves as supporting the 
arts in general rather than supporting a single artists whose work may be politically dissonant. Broadly 
speaking, and somewhat repetitively, funders do not seem to care about the activist overtones of some 
art work and see art not as an instrument for social change but just as an amenity, and one that is good 
for business. With that being the case, funders are people too, and are diverse. As in the McColl Center 
case, Longley-Cook’s funder is an ideal one; borne out of political subversion, the Mancini Foundation 
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invested in Longley-Cook to disrupt the status quo.
That is art with an impact.
In conclusion, I bring us back to the question of what art does for 
economic development.
While theorists like Florida and Markusen argue for the value of artists as urban amenities and as a 
population that drives equitable economic development, this paper, through the McColl Center, Hubbub, 
and AirRev, has looked deeper into what artists actually do in a city. At the most basic level, artists, 
in the case of Revolution Mill, provide the redeveloped space with a sense of authenticity. However, 
not only amenities, artists also reach under-served communities, strengthening their voice and their 
power to orchestrate institutional change and enfranchisement. Furthermore, a dedicated space and 
supported community in the form of a residency may help stabilize the city’s artist community and allow 
a foundation to grow that will in turn support other emerging artists in Greensboro. Lastly, not only will 
a strong artistic community support artists and underserved communities and not only will their mere 
presence in a city attract entrepreneurial talent, but they may also integrate into new and old firms alike 
inspiring innovative problem solving and providing firms with a competitive and unique edge.
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Charles Aris Inc.
299 N. Greene Street
Greensboro, NC 27401
AirRev Workshop proposal
Introduction
AirRev is an artist in residency program at Revolution Mill in Greensboro, NC. The residency focuses on supporting local artists who 
represent marginalized communities and whose work is experimental and/or has a community engagement component.
AirRev artists have a unique creative perspective on problem solving and communication, skills highly valuable in the corporate work 
environment. Through interdisciplinary exploration, an AirRev resident or group of residents will develop a customized workshop 
curriculum to critically engage the Charles Aris staff. Facilitated by the AirRev program manager, AirRev residents will develop 
a workshop curriculum that will introduce Charles Aris employees to experimental, creative, and collaborative problem solving 
techniques.
Proposed schedule
Early July: Artist(s) briefed by Charles Aris staff on workshop needs
Mid-July: Artist(s) pitch curriculum idea to Charles Aris staff
Mid-August: Charles Aris staff participate in half-day workshop at Revolution Mill
End August: Charles Aris staff provide feedback to AirRev
Budget
Supplies and instruction fee: $60 per person
Total: $2,000
Please do not hesitate to reach out with any questions or revisions.
All my best and I look forward to working together,
Rachel Wexler
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Donor Status AIRREV
Weatherspoon 
Gallery
Urban 
Grinders
Cugino 
Forno
Natty 
Green's
Patron $120/year 
recommended for 
individuals
- Exclusive reception with the artists prior to their final exhibit
Exclusive 
reception with 
artist before 
exhibit opening
Free 8 oz 
coffee
25% off a 
single 
purchase
25% off a 
single 
purchase
Supporter $240/year 
recommended for a small 
firm (less than 10 
people)
- Exclusive reception with the artists prior to their final exhibit 
- Publicly recognized on AirRev website and publications.
Exclusive 
reception with 
artist before 
exhibit opening
Free 8 oz 
coffee
25% off a 
single 
purchase
25% off a 
single 
purchase
Sustainer $600/year 
recommended for a large 
firm (10+ people)
- Exclusive reception with the artists prior to their final exhibit. 
- Publicly recognized on AirRev website, publications, and wall 
of AirRev studio.
Exclusive 
reception with 
artist before 
exhibit opening
Free 8 oz 
coffee
25% off a 
single 
purchase
25% off a 
single 
purchase
Benefactor $1,200/year 
recommended for those 
who highly value 
innovation and the arts
- Customized workshop for your team led by a resident artist
- Exclusive reception with the artists prior to their final exhibit
- Publicly recognized on AirRev website, publications, and wall 
of AirRev studio
Exclusive 
reception with 
artist before 
exhibit opening
Free 8 oz 
coffee
25% off a 
single 
purchase
25% off a 
single 
purchase
Czar $2,400/year  
recommended for those 
committed to creativity, 
opportunity, and equality
- An AIRREV position named in your honor 
- A resident works within your firm to develop a customized 
installation or creative intervention 
- Guest of honor at exclusive reception, named in your honor, 
with the artists prior to their final exhibit
- Publicly recognized on AirRev website, publications, and wall 
of AirRev studio
- Complimentary holiday event at Revolution Mill event center
Exclusive 
reception with 
artist before 
exhibit opening
Free 8 oz 
coffee
25% off a 
single 
purchase
25% off a 
single 
purchase
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